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AN EDITORIAL 


Among recent books, perhaps the most important 
for those concerned with the musical development of 
our youth is the Handbook for Applied Music, Grades 
7-12, published by the Bureau of Secondary Curricu- 
lum Development of the New York State Education De- 
partment, Albany 1957. Its significance stems from 
its being an official stand, the latest, of the Empire 
State, on many matters pertaining to musical instruc- 
tion. The care taken by the Education Department to 
insure the production of a document of value can be 
gathered from the lengthy list of those who were active 
in its formulation, consisting of those within and with- 
out the professional field of public education. 

Its 183 pages are divided into two unequal parts. 
The first section of 32 pages is concerned with vari- 
ous general aspects of applied music and covers such 
matters as the State's applied music plan, the recruit- 
ing of players, guidance, scheduling, and the use of 
tape recorders. There is much of practical value in 
these pages to guide the music educator. and also a 
clear indication to all of us of the growing importance 
of music in our educational system. 


After reading these carefully planned, if too few 
pages, it comes as a disappointment to examine the 
second, bulkier section of the Handbook where atten- 
tion is given to the teaching of and repertoire for the 
various solo instruments including the voice, and their 
combination into ensembles up through the 60 piece 
orchestra and the 80 piece band. There is clear indi- 
cation here that despite the repeated objective of fos- 
tering in the students a greater sensitivity ''to the 
esthetic values of music,''no serious attention has been 
given to their fundamental matter in the listing of com- 
positions. 


Throughout the handbook, the prime factor in as- 
sembling lists of compositions seems to have been 
expediency rather than artistic value. Of course, in 


certain ensembles, such as cornet and trombone trios 
or drum quintets, the lack of a sizeable, rewarding 
literature is apparent; hence the prevalence in the re- 
pertoire lists of much valueless music and dubious ar- 
rangements is understandable. It is when we turn to 


our own field. the piano. that there is much that is 
open to serious criticism. 

LIKE THE PLAN forallinstruments. the section on 
the piano opens with a brief preamble, and continues 
through a table of Basic Elements, which is concerned 
with the performance of cadence progressions, arpeg- 
gios, and. in various tempos, scales. There follows 
a section on Basic Texts and a list of Representative 
Piano Solos. It is these two sections that concern us 
chiefly. 

Directly under the title, Basic Texts. the Hand- 
book states that these "'are available through all music 
dealers. Individual publishers have not been listed for 
this reason.'' This is a confusing statement, and the 
confusion grows as we examine the list of works. To 
start with, certain publishers have indeed been men- 
tioned, either directly. as in the cases of Oxford. and 
Fischer or indirectly through editors such as Bach- 
Foote or Czerny-Germer. However, this is not the 
basis of our objection to the avowed. even if imper- 
fectly realized, policy of the Handbock. In truth, the 
refusal to indicate publishers is a refusal to face basic 
facts of musical life. As pointed out repeatedly in the 
NEWSLETTER, it is through the attitude of publishers 
and editors, as reflected in their editions, that we 
either gain direct access tO a composer's works or 
find our way blocked, sometimes hopelessly. In fail- 
ing to indicate better and best editions of the works of 
older composers, especially, the compilers of the 
Handbook have evaded a basic obligation to public edu- 
cation. 


In scanning the lists of composers and works under 
the headings, Basic Texts, and Representative Piano 
Solos, we find ourselves again at odds with the Hand- 
book. We recognize the problem of selection from a 
literature richer than that for any other solo instru- 
ment. But we find it impossible to condone the high 
percentage of banal nonentities. The older composers 
from Purcell to Grieg are given fair representation, 
some repeatedly, along with suchhoary keyboard com- 
panions as Czerny, Burgmuller, and Heller. And 
among twentieth century composers it is gratifying to 
find Bart6k represented eight times ‘we assume, inthe 
absence of a distinguishing initial, that all refer to 


(Continued on page 24) 


THE COVER PICTURE 


George Frederick McKay, composer and teacher, 
has the rare gift of composing piano music for the be- 
ginning student. His simple melodies are original and 
fresh with a rugged Western folklore flavor. He is 
professor of music at the University of Washington in 
Seattle; his works in choral and instrumental fields have 


been sung and played by leading groups and symphonies. 








Recommended Music 


June, July, August 1957 


Editor’s Note: Our Board of six musicians have tried to include among the accepted 
works all those that demonstrated creative ability regardless of how small, or in what 
idiom, conservative, mildly venturesome, or fiercely so. They rejected those that showed 
stylistic inconsistencies, that were trite and commonplace, that simply followed mechani- 
cal patterns and showed no signs of release or merely illustrated a pedagogical dogma. 
They readily admit to sharp differences of opinion on all these points. 


Rain on my window. Scott Watson 
The grasshopper. Judith Dvorkin 
A waltz for a penny? Scott Watson 


March on the white keys. Joseph Raymond 

Six modal miniatures for piano. Everett Stevens 
Ten folk songs for four hands. Violet Archer 
Fanfare and march. Nancy R. Dunford 


Four piano pieces. Jean Coulthard 
Pastoral a la "mode". Denes Agay 


Street corner waltz. Denes Agay 


Coral sands, op. 21,no.1. Isabel Mason 
Little suite, no. 4 - Tenderly. H. Berlinski 
Dance pastorale. George Frederick McKay 


Jesting. Roger Goeb 
A fancy. Leo Sowerby 


Dance from the Rio Grande Valley. Paul Fisk 
Marching music for Johnny Appleseed. G. Fletcher 


Adventure. Richard Donovan 
Inventions. Ross Lee Finney 


Greek miniatures. 3 vols. Yannis Constantinidis 
Vincent Persichetti 


Serenade no. 7. 


EASY 

Presser .40 
Sch&Gun . 35 
Presser . 40 
J. Fischer . 40 
Ditson 1.00 
BMI Can ea 1.00 

(2 pianos) C. Fischer 1.00 

INTERMEDIATE 
BMI Can .75 
Skidmore . 50 
Skidmore . 50 
Skidmore . 50 
Assoc . 50 
Presser . 40 
Merion . 50 
Presser . 40 
Merion . 40 
Presser . 40 
Merion .40 
Summy 1.25 
EARLY ADVANCED 

Rongwen eal.75 
Elk-Vogel 
Presser -40 


Arioso. George Rochberg 


NEW EDITIONS 


CLEMENTI; rediscovered masterworks. Sel. & ed. by 
Alfred Mirovitch, vol. 1. Marks, $1.50 

Contemporary Piano Literature. Sel. by Frances 
Clark; ed. by Louise Goss; from Frances Clark Li- 
brary for piano students. Books 3, 4, 5. Summy, 
$1.50 each 

LOUIS MOREAU GOTTSCHALK. Piano Music; ed. by 
Jeanne Behrend. Presser, $3. 

JOSEPH HAYDN. Piano Concerto in C; ed. by Gertrud 


Wertheim; arr. for 2 pianos by John Andrewes. 
Boosey, $1. 25 

Old Vienna Dances; a piano album of dance music by 
Lanner, Strauss (pére), Schubert and Pamer; coal 
and ed. by Alfred Mirovitch. Marks, $1. 25 

Piano Literature of the 17th, 18th, and 19th centuries. 
Books 4a, 4b, 5a, 5b, Gb from Frances Clark Library 
for piano students. Ed. by Louise Goss, sel. by Fran- 
ces Clark, Summy, $1.50 (6b, $1. 75). 





NOTE: The following titles are listed for the information 
of our readers. No evaluation of them has been made. 


ADVANCED 
EWART BARTLEY. Two Dances. BMI Canada, $1 
HERMAN BERLINSKI. Little suite for piano; no. 3, 
"Very Talkative’. Associated, 50 cents. 
FRANCOIS BRASSARD. Les Noisettes. BMI Canada 
75 cents 
Oratoire 4 la croisée des chemins. BMI Canada 75c 
RICARDO CASTILLO. Eight Preludes. Henri Elkan, 
$1.0 


Contemporary British Piano Music: Don Banks, P. 
Humphrey Searle. 


Racine Fricker, Iain Hamilton, 
Schott & Co. , $3.50 
JEAN COULTHARD. Sonata for Piano. BMI Canada $2 
White caps; rondo’from the sonatina for piano. BMI 
Canada, S60 cents. 
Four Etudes, BMI Canada, No.1 $1; No. 2, 3,4, 75¢. 
MAURICE DELA. La Vieille Capitale; prelude, chan- 
son, divertissement. BMI Canada, $1 
PIERRE MAX DUBOIS. Pour ma mieux aimée; his- 
toires comme ca. Leduc (France), 35fr. 
RAY GREEN 
An American Bourree from Dance set 
An American Pastoral 
An American Rigaudon Amer Mus Ed 75¢ ea 
Jig for a concert; two pianos. Am Mus Ed $2 
Twelve inventions for piano solo. Am Mus Ed $2 
EUGENE HEMMER. Introduction and dance; two pi- 
anos. Am Mus Ed $1.50 
EUGENE HILL. Prelude and fugue. BMI Canada, 
75 cents. 
GEORGE HURST. Dance preludes; No. 4. BMI Ca- 
nada, 75 cents. 
FREDERICK KARAM. Scherzo. BMI Canada, 60¢. 
PETER JONA KORN. Piano Sonata No. 1. Boosey, $1. 50 
BENJAMIN LEES. Fantasia. Boosey, $1.25 
BOHUSLAV MARTINU. Fenetre sur le Jardin; quatre 
pieces pour le piano. Leduc (France) 17 fr. 50c. 
EDWARD MATTOS. Pinwheel. Skidmore Mus Co 60¢ 


SEVERIN MOISSE. Variations; sur un théme Huron. 
BMI Canada $2 

DENT MOWREY. Pyr-™ids. C. Fischer, 40 cents. 

PIANO pieces by CANADIAN composers, Frederick 
Harris Mus Co $1.50 

WALLINGFORD RIEGGER. Toccata. Boosey, 75 cents 


CARL RUGGLES. Evocations; four chants for piano; 
revision of 1954. Am Mus Ed 








HALSEY STEVENS. Sonata No. 3 for pianoforte. Am 


Mus Ed $2 


ALEXANDER TCHEREPNIN. Rondo for 2 pianos, 4 
hands, op. 87a. Peters, $2. 
R. VANDELLE. Marines. Leduc (France) 20 fr. 


TEACHE RS COURSES 


FRANCES CLARK Library for Piano Students. Music | 


workbook; in theory, rhythm, and reading. Louise 
Goss, co-author and editor; theory in consultation 
with Stella Roberts; music in collaboration with John 
LaMontaine. Books la, 1b, and 2. Summy-Birchard, 
1.75 each 

FRANCES CLARK Library for Piano Students. Write 
and play time. Louise Goss, co-author and editor; 
music in collaboration with John LaMontaine; illus- 
trations by Sam Berman. Parts A and B. Summy- 
Birchard, 1.75 each 

JUNE DAVISON and ARDELLA SCHAUB, The piano 
way to music; edited by Leo Podolsky. Music Reader 
Book 2. Summy, 1. 25 

ISABEL MASON. The modern art of piano playing; 
Book I-Preparatory. Skidmore, 1.00 

ISABEL MASON. Preparatory pedal exercises for 
young pianists. Skidmore, 1.00 

ISIDOR PHILIPP. Coordinated piano method; written 
in collaboration with Louis Sugarman. Books 1 and 
2. Marks, 1.00 each 
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DISTRIBUTORS OF EDUCATIONAL, POPULAR, 
SACRED AND SECULAR MYSIC 


P.O. Box 104 . Floral Park, N. Y. 








Pacdl +4. Schumttt 





Prompt Service by Mail 
and Over the Counter 


PQN "Recommended" 
Piano Music Available 














SOQ SOUTH TENTH STREET 
MINNEAPOLIS 3, MINNESOTA 





ed 





usic 
uise 
‘tion 
John 


lano 
der 


ing; | 


for 


Rain on In tute waltz time 
a gently singing ; ——— 
My Window : - RTE Bo 


SCOTT WATSON 










































lightly ——— es a io 
7 ; 2 
oe ——————— 
pa 
__<* 
; a ae =r 
as Se mornmeees | aot maaan eo 
3 4 4 + ; — 

















© Copyright 1957 by Theodore Presser Co. 


Happily 


The Grass- 
hopper \ 


JUDITH DVORKIN 
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The Frog And The Mouse 
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Gentle, walking tempo 


Pastorale 
A La“Mode” 
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Streetcorner Waltz 
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Little Suite for Piano 
4. Tenderly 


Herman Berlinski 
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Dance Pastorale (Rondino) GEORGE FREDERICK McKAY 
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GREEK MINIATURES sus. CONSTANTINIDIS 


VOLUME I 


Greek Miniatures have been recorded by Maro Ajemian 
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BARTOK’S Far Children 


Numbers 1, 2 &17 


Discussion and Lesson Plan by 


Palma Szirmai 


ARTOK'S "For Children" is a group of small piano 

pieces based on Hungarian and Slovakian folktunes. 
They were written in 1908 and 1909, and were revised 
by the composer in 1945. 

In 1902, Bartok's interest was already turning 
toward Hungarian folkmusic, and he collected several 
thousand folktunes himself, wandering to many small 
villages, talking to the peasants he met, and writing 
down their songs in their native environment. When 
he speaks of "peasant tunes,'' he means what we call 
"folktunes." 

In his article, ''The Influence of Peasant Music on 
Modern Music," (Melos 1920, reprinted in the Bartok 
Memorial Review, Boosey & Hawkes, 1950) he writes: 
"The right type of peasant musicis varied and perfect 
in its forms. Its expressive power is amazing, andat 
the same time it is void of all sentimentality and su- 
perfluous ornaments. It is simple, sometimes primi- 
tive, but never silly. It is the ideal starting point for 
a musical renaissance, and a composer in search of 
new ways cannot be led by a better master.... It is 
to assimilate the idiom of peasant music so completely 
that he is able to forget all about it and use it as his 
musical mother-tongue. " 


FOR CHILDREN 


Based on Hungarian Folk Tunes 


BELA BARTOK 
Revued and Arranged 
by the Composer, January 1945 


1. CHILDREN AT PLAY 
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Palma Szirmai 


That was his artistic belief, and the peasant song 
did become one of the main sources of his music. 


The little pieces in '"ForChildren" while small in 
scope and design, are significant because they mark 
the first step towards assimilation of the Hungarian 
and Slovakian folkmusic idioms. In all of them, the 
tunes are authentically quoted by Bartok. For piano 
teachers they are particularly important, for in them 
one can find, in miniature, the characteristic features 
of Bartok's folk style. 

I should like to point out two of their main charac- 
teristics: 1. Linear texture. 2. Form. 


NUMBERS 1 AND 2 of the set may be played inthe 
second year of piano study; Number 17 in the third 
year. However, Number 17 might be performed prop- 
erly by a very gifted second year student. 

The following analysis is, I think, for the teacher. 
It is up to him to decide how much of it he wants to 
give to the pupil. 

The first piece in the set is gay and charming, and 
is made up of two children's songs, each eight bars 
long. 

Right now I had better explain Bartok's terminology 
for the form of the folksong. He calls aneight-bar tune 
a tune-stanza. This is the music of a four-line poem. 
A tune-line is the music of one line of the poem. The 
tune-stanza might be said to correspond to the more 
widely known term, period. But the difference between 
the tune-stanza and the period has to do with the divi- 
sion of phrases. The phrases or halves of the period 
may be, but not necessarily, divided into two parts. 
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Teacher Training Course 


open to teachers of experience who are look- 
ing for new ways of making music study more 
stimulating and exciting, as well as to students 
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Department where you may see how the well- 
Diller-Quaile Teaching Material is 
used in the School where it originates. 


known 


For descriptive leaflet write or phone 
Mrs. G. E. Lyons, Executive Director 


24 East 95 St., New York 28 * EN 9-1484 











The phrases of the tune-stanza are always subdivided 
into two parts, as would be expected in afour-line po- 
em wh-ch is the origin of the tune-stanza. 

The first tune of No. 1 cannot be called a complete 
tune-stanza in spite of its having eight bars and being 
subdivided into four tune-lines. Itismerely a repeti- 
tion of two short motifs (abab). This is often the 
case with children's songs. 

The second tune is a complete tune-stanza(a a b c) 
and itis repeated. It is another form of achildren's 
song that is widely known throughout Central Europe. 
The texts of the two tunes are connected, and the two 
tunes together constitute the larger unit. The first in- 
complete stanza is well supplemented by the more 
striking shape of the second melody. The connecting 
link in the left hand (Bars 8 and 9) reinforces my con- 
tention that the whole piece consists of only one tune- 
stanza of double length (sixteen bars) with a repetition 
of the second half. 

The accompaniment of this piece is basically lin- 
ear. It is not a brokenchord figuration with occasional 
passing tones, but a doubling of the melody atthe tenth, 
with an alternating point. Furthermore, in bars 








3, 4, 7 and 8 there is contrary motion to themelody, 


which alternates with a G pedal. In bars 10-13, the 
left hand introduces a little counter-motif derived from 
the whole-tone steps of the first tune. At first it is in 
contrary motion, but in bar 14 there are some imita- 
tions of the melody (Bars 14-16). 


Teaching Suggestions 
In teaching this little piece, I think it most impor- 
tant to bring out the hidden linear structure. Since the 
melodies are genuine children's songs, it should be 
easy to perform in the proper style. The tunes sing 
themselves, so that full attention may be given to the 
lower parts. 


Plan For Practise 

1. Learn to sing and play the tune. I have always 
found it of greater help to the young student to sing a 
tune with words rather than without them. The Schir- 
mer edition gives a good translation of the lyric, but 
without the proper accents it would have in Hungarian. 
To compensate for this, I usually improvise a text for 
my pupils, or we make one up together. This helps 
them to understand where the main accents fall. 

I should like to give every non-Hungarian two ba- 
sic rules for the rhythm of the Hungarian language: 
a) Hungarian is not metric. It is not, in other words 
based upon the different lengths of syllables as Eng- 
lish is. It is accented; the rise and fall of the language 
is produced by the contrast of stressed and unstressed 
syllables; b) the stress is always on the first syllable 
of the word, giving the whole language a Trochaic in- 
tonation. The main impulse is downward. For exam- 
ple, in a pattern of two bars, the first bar is nearly 
always the stronger. 

Keep these two rules in mind, and it will be quite 
easy to make up little texts for the songs. The other 
day, for example, we made up this text for No. 2: 


Shine, dear sun, 

Bright and warm, 

So the sheep beyond the gardens 
May not freeze. 


2. Study the left hand part in order to discover 
which are the important notes, such as those that 
double the melody, imitative notes, etc. Then prac- 
tise the left hand alone, taking care to bring out these 
notes. 

3. Play both hands together, watching out for the 
linear features. The melody must, of course, domi- 
nate, but the way toachieve the proper balance between 
the two parts is to know thoroughly what the left hand 
is doing. 

One must have a cleanand clear touch in this piece. 
It must not be too sonorous, but simple and sweet, 
like the real quality of a child's song. Go deeply into 
the keys with good firm fingers, not sticking tensely 














ao 


to the bottom, but relaxing immediately, and holding 
the note with light fingers. The legato is produced by 
a very slight arm rotation. The left hand uses the 
same finger technique, but it does not go sodeeply into 
the keys, and uses no arm rotation. 


In addition, there is the difference in dynamics 
between the two parts. The melody must be played 
louder throughout than the accompaniment. In bars 
1-8, the doubling notes must be louder than the pedal 
notes, and the little imitations in the second half of 
the piece might be played with tiny crescendos and de- 
crescendos, in order to bring them out properly. 


a 

THE SECOND PIECE, like the first, is most in- 
teresting from the point of view of hidden linear struc- 
ture. Its tune is a little children's song of eight bars 
(aabc). It is a complete tune-stanza, played three 
times with very few changes. (The changes are: an 
extension by repetition of a motif in bars 17 and 18, 
and an augmentation of the last tune-line at the very 
end. ) 


2. CHILDREN'S SONG 
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I have found that my pupils were able to solveall 
the difficulties of this little piece immediately if I ex- 
plained to them how the lower part was built. The ac- 
companiment is a combined linear and chordal treat- 
ment. At the beginning (bars 1-4) the left hand plays 
the tune at the tenth, with an additional G pedal point. 
In bars 6-8 the accompaniment is harmonic; a conven- 
tional IV-V-I cadence. In the second stanza, the ac- 
companiment starts one bar late, as if to show its 
independence. It plays an imitation of the first tune- 
line with added notes forming harmonies. In bars 12- 
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13, this imitation is developed. In bars 18-20, the 
descending second of the closing tune-line is imitated 
by the left hand and is repeated three times. It forms 
an extension that leads to the third tune-stanza. 
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The first tune-line is imitated again at the begin- 
ning of the third tune-stanza, this timewith some free- 
dom as regards the intervals. The original rhythm is 
kept. The piece ends with the conventional cadence of 
the first stanza, but in augmentation (d= 

The harmonic progression is as follows: the tune 
is always in a pure C major. In the first stanza, the 
left hand is also in C major, but in the second it runs 
into Aminor, through E minor and D minor, and in 
the third stanza, ends up in C major, after a transi- 
tional D-natural harmonic minor. The presence of 
certain non-harmonic or altered tones adds a great 
deal of strength to the harmonic movement of this 
piece, since they serve to bring out with a consider- 
able degree of freshness the awareness of each new 
tonal resting place. 


This piece is a good example of Bartok's usual 
procedure in setting a folksong. It is clearly in three 
sections, but not of the usual ternary form. The tune 
occurs three times almost unchanged, and it is the 
accompaniment that works to make the piece a well- 
rounded and cohesive composition. 

My plan for practising this piece is practically the 
same as for number one. 

1. Learn to sing and play the tune. 

2. Learn the accompaniment, paying particular 
attention to the linear features. 

3. Put each stanza together individually. 

4. Put all three stanzas together. Take particu- 





lar care with the ending of each stanza. At the end of 
the first one, there should be no ritenuto. At the end 
of the second, where there is a three bar extension, 
make a slight retard in order to bring out the sighing 
quality of this motif. The text of the song is about be- 
ing afraid that the little sheep will freeze during the 
cold winter. I feel that the very end of that line is a 
musical allusion to this. At the close of the piece, do 
not play the augmentation too slowly, butin adecisive- 
ly final manner. 

The touch used in the piece should be the same as 
in number one. 

7. 


NUMBER 17 is one of the most impressive pieces 
in the series. It has a most expressive quality that 
conveys a simple, melancholy emotion that is typical 
of many folksongs. Its sincere, unsophisticated char- 
acter makes it easy for children of nine or ten to in- 
terpret properly. 

The 1945 revision shows some differences from the 
earlier version: its time signature and notation are 
different. 

Here again, as in numbers 1 and 2, it is the lower 
parts that hold the piece together. It is in the form of 
a twice repeated tune-stanza, with a transition of three 
bars. 


The melody is a complete tune-stanza of eight bars 
(aabb). The entire melodic range is a fifth. If we 
look at the ends of the tune-lines, they give us I I II I, 
as if this little melody were circling around the same 
place. The lack of any true forward motion in the 
melody is further emphasized in the first tune-stanza 
by the accompaniment, which plays nothing but alter- 
nating tonic and subdominant chords. All these chords 
contain an E, which produces a pedal effect. In the 
second tune-stanza, the accompaniment is a linear 
and chordal combination. There are chords through- 
outit, of greater variety than in the firststanza. There 
is some modulation, and there is a small counter- 
melody, an ascending little motif, that helps to give 
more movement to this section. 

The first stanza, therefore, is more transparent, 
and less complex, than the second. All the added fea- 
tures of the second stanza produce a feeling of conti- 
nuous growth. At the very end, while the soprano and 
bass are playing the four E's of the melody, the inner 
parts are descending stepwise. This concludes the 
piece with a beautifully articulated descending line. 
It is proof of Bartok's great art in dealing with the 
folksong that the same four E's at the end of the first 
stanza are heard without any accompaniment, thereby 
giving a less final effect than their setting at the very 
end of the composition. 


In teaching this piece, all these small details must 
be carefully worked out, taking care, of course, not 
to overdo them. 








17. ROUND DANCE 
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Plan For Practise 


Number 17 is most suitable to the teaching of a 
good espressivo. The whole piece is rather quiet, 
and all along there are subtle shadings in dynamics, 
first in the little curve of the melody, and then in the 
lines of the left hand. The touch must be dolce canti- 
lena: a mellow but intense tone, produced by a relaxed 
upper arm which gives its weight through tiny forward 
movements. The fingers must be firm enough to sup- 
port the weight of the upper arm. But I must empha- 
size the fact that only a very little of the weight of the 
upper arm may be used here, or else the subtle char- 
acter of the piece will be destroyed. 

In addition, the left hand may use a fuller tone in 
this piece than in the two previous pieces, because 
more sonority is needed in the background. 

Otherwise, the plan for practising this piece is 
the same as for numbers 1 and 2. 


Permission to reproduce the illustrations in the fore- 


going article has been given by Boosey & Hawkes, Inc 
This is a second article written for the Newsletter 
by Miss Szirmai, a Hungarian by birth but now an 


American citizen. She graduated from the Royal Hun- 
garian Academy of Music, and is now teaching both 
privately and at the Third Street Music School Settle- 
ment in New York City 











PIANO MUSIC by SHOSTAKOVICH and PROKOKIEFF 


A Review 
by WilliamS. Newman 


Dmitri Shostakovich, 24 Preludes and Fugues, edited 
with preface by Irwin Freundlich, 2 vols. New York: 
Leeds Music Corporation, 1955. $3 each volume 


SERGE PROKOFIEFF, [9] Piano Sonatas, edited with 
annotations by Irwin Freundlich. New York: Leeds 
Music Corporation, 1957. $10 clothbound. 


ERE ARE TWO recent publications of major impor- 
sal to advanced pianists. They are very differ- 
ent in styles and forms but do have three things in 
common that should justify their discussionin a single 
review. First, both works represent some of the best 
piano music by present-day Soviet composers. Second, 
both works are issued by Leeds Music Corporation, an 
American firm that deserves recognition for its nu- 
merous significant publications of Russian music--in- 
cluding, for example, the similarly important edition 
of Scriabin's Ten Sonatas in one volume. Third, both 
works are provided with interesting ana informative 
prefaces by a serious, thoughtful pianist and teacher 
at Juilliard, Irwin Freundlich. 


Shostakovich's collection of 24 Preludes and Fugues 
issued in two paperback volumes, is one of the most 
recent of his works to be published in this country. 
It was completed in 1951. Prokofieff's nine Piano So- 
natas, issued in one handsome, convenient, clothbound 
volume. are. in fact, all of his sonatas, spanning his 
entire creative career from Sonata 1 in 1907 to Sonata 
9 in 1947. Indeed, in 1953, the very year of his death, 
Prokofieff made a revision of Sonata 5 so extensive, 
especially in the finale, that its opus number was 
changed, from 38 to 135. 

Since Bach's time a good many composers have 
tried their hands at writing sets of 24 preludes in 
every major and minor key, among them Chopin, 
Rachmaninov, Debussy, and Shostakovich himself. 
But Shostakovich, a past master of the fugue, is one of 
the relatively few important composers over the last 
two centuries to follow the path of preludes and fugues 
started by Bach's Well-Tempered C lavier andeven 
earlier models. His product certainly promises to 
rank as one of the chief contributions of its sort in the 
present era. Its main competitor. of course. in Hin- 
demith's very different Ludus Tonalis, a predecessor 
by about cight years. Prokofieff has supplied some 
of the most convincing evidence that the Classic son- 





Professor Newman teaches at the University of North 
Carolina at Chapel Hill. 





ata principle has lost none of its vitality in the best 
present-day music. Again, Hindemith would furnish 
some of the chief competitors, his three pianv sonatas 
of 1936 being very different but similarly distinguished 
landmarks of the Modern sonata. 


SHOSTAKOVICH'S 24 Preludes and Fugues have not 
had time to make their way yet, but we should soon 
begin to hear them on recital programs. Three of 
Prokofieff's sonatas in particular--nos. 3, 6, and 7-- 
have become almost standard concert items by now. 
No. 3 has long been a favorite, while nos. 6, 7, and 
the lesser known 8, (with the adjacent opus nos. 82 
83, and 84) sailed in successfully on the unprecedented 
"ballyhoc"' that launched several new works of both 
Shostakovich and Prokofieff during World War II. 
Strangely, Shostakovich's Second Piano Sonata, like 
his Seventh Symphony, was one of these much bally- 
hooed works, too. Yet, like the Symphony, it nearly 
died aborning. Whether it is fated to survive must, of 
course, await the vindications of time. On theother 
hand, the strong words of praise for Prokofieff with 
which Olin Downes greeted several brilliant perfor- 
mances by Horowitz of Sonatas 6, 7, and 8 (Sunday 
New York Times reviews during 1942, '43, and '44) 
are already being confirmed by the judgments of time. 

Shostakovich and Prokofieff have in common, be- 
sides their nationality, the fact that both write telling, 
readily accessible music, music that goes more than 
half way to meet the listener. In the whole panorama 
of Modern music they are well this side of the avant 
garde, whether that means Webern, Boulez, or some 
other individualist. Their music is always tonal in the 
broad sense we now allow, traditional in its rhythmic 
structure, and neo-Baroque or neo-Classic in its 
over-all designs. Hence they give us fugues and son- 
atas! To be sure, the periodic slaps that they have 
received from the Soviet government, not always read- 
ily interpreted in musical terms. must have had their 
effects on those styles. Shostakovich began as a bril- 
liant, would-be shocker, then literally toned down to 
the clean, spare, well-founded, and well-controlled 
idioms that characterize his Fifth Symphony, or his 
Piano Quintet, or, even more, these Preludes and 
Fugues. But fortunately. he never lost his penchant 
for the theatrical. Where Shostakovich is something 
of a straightforward Classicist. Prokofieff specialized 
in certain fascinating distortions of his.ideas. All ex- 
perienced musicians know the delightful way he twists 
his tonalities by his adroit flitting in and out of the keys, 
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CLASSICS FOR PIANO STUDENTS 





FIRST YEAR TUNES FROM THE PAST. Book 1: 
46 short carols, folk songs, hymns, nursery 
rhymes, etc. (Bolton) Sch 1.00 


THE MEW PIAMO BOOK. A collection of 62 
pieces by 20th century composers. (Autenrieth 
-Schleussner) 3 vols. Schea 1.50 


THE NEW SONATINA BOOK. 55 sonatinas and 
pieces by classica! & contemporary composers. 
(Frey) 2 vols. Sch ea 2.00 


Preliminary Album. 31 easy compositions 1.75 
15 Sonatinas. Selected from vols I &II 1. 25 


THE OLD MASTERS. 17 masterpieces by Byrd, 
Lully, Purcell, Scarlatti, Telemann, & many 








others. (Sauer) UE 1.50 
BACH 

Fifteen Two Part Inventions Sch . 80 
Fifteen Three Part Inventions Sch 1.00 
Little Bach Book Sch . 60 
Little Piano Book for Wilhelm 

Friedemann Bach Sch 1.00 
The Notebook for Anna Magdalena 

Bach Sch 1.00 
Six Short Preludes Sch .40 
Twelve Short Preludes Sch .60 

MOZART 

Sonatas (Salzburg 1950 Mozarteum Edition) 
2 vols. UE ea 2. 25 
The Young Mozart Sch .90 


ASSOCIATED MUSIC PUBLISHERS, INC. 


A Subsidiary of Broadcast Music, Inc. 
1 West 47th Street, New York 36, N. Y. 








or twists his melodies by angular leaps and qualifying 


dissonances. Similar generalizations can be made 
about Shostakovich's predominantly fluent writing for 
the keyboard as against Prokofieff's somewhat strained, 
even gauche writing at times. 


FREUNDLICH'S "editing" appears to be limited to 
an interesting andinformative prefacein each volume. 
At least, no mention is made of any emendations in 
Shostakovich's music, while the Prokofieff preface 
ends with Freundlich's specific statement, "It must be 
noted in closing that this first complete edition of the 
Nine Sonatas of Prokofieff has been prepared by an 
editorial board consisting of N. P. Anosov, Dmitri 
Kabalevsky, Lev Oborin, G. N. Khoubov and L. Atov- 
mian.'"' A comparison with the previous, separate edi- 
tions of these sonatas reveals a total re-engraving, 
even of the latest sonatas. Except for the new form of 
the Fifth Sonata, the revisions prove generally to be 
only the minute sort, yet certainly not to be overlooked. 
If costs had permitted, it would have been interesting 
to include the original version of the Fifth Sonata, 
since the study of such reworkings always throws much 
light on a composer's techniques and thinking. Both 
editions are photographs of clear, accurate texts, suf- 
fering only from that slight loss of sharpness that re- 
sults with photoduplication unless special precautions 
are taken to black in any dim spots in the original. 
Shostakovich's editing is sparser than Prokofieff's. 
Fingering is not inserted in either edition (an advan- 
tage, in my opinion) except for a figure now and then 
in Prokofieff's sonatas. Both editions cite recordings, 
including Shostakovich's own of his Preludes and 
Fugues. It is only an incidental point, but, to repeat 
a question asked increasingly of late, can't publishers 
insert measure numbers in all such music (preferably 
at the left of each brace)? The cost is negligible dur- 
ing publication and the publishers will surely win the 
warm thanks of students, teachers, discussion groups, 
contest judges, writers, and all others whohave occa- 
sion to make specific references. 

Freundlich concentrates on vivid programmatic 
connotations, specific musical traits, and the artful 
variety of styles, in his discussion of Shostakovitch's 
music. In the Prokofieff edition he devotes a paragraph 
or two to each sonata in turn, giving the historical 
background according to four creative periods, and 
aiming at a brief distinguishing characterization of each 
sonata. To this preface is added a slightly revised 
translation of notes about the circumstances of each 
sonata, notes that originally appeared when this edition 
was first published in Moscow in 1955 as Volume 2 of 
a projected "Selected Works" of Prokofieff. 


THANKS, AGAIN, to Leeds and to Freundlich for 
these important publications, which, needless tosay, 
belong in any well-stocked public library of music and 
in the private libraries of all serious, advanced pian- 
ists. 
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AHRENS, CORA B. and G. D. ATKINSON. For all 
pianoteachers. 13lp. (bibls.) [1955] Oakville, Ontario 
(Canada) 3.00 

The authors are on the staff of the Royal Conser- 
vatory of Music in Toronto. Chapter headings are: 
psychology; physiology; the pianoforte; pedals and 
pedalling; technique; practice routine; tone produc- 
tion; rhythm; aural training; reading at sight; memo- 
rizing; phrasing, interpretation and style; early in- 
struction; examinations; music appreciation; teaching 
material; advice to teachers. There is a bibliography 
at the end of each chapter. 


BACHARACH, ALFRED LOUIS, ed. The music mas- 
ters; v.1, From the sixteenth century to the time of 
Beethoven. 372p. S (Pelican bk. A 388) ['57] Balti- 
more, Penguin Bks pap., .95 

This first volumeof a series devoted to biographi- 
cal sketches of the great composers covers 33 such 
figures, including the Bach family, Beethoven, Handel, 
Mozart, and Vivaldi. 


BACHARACH, ALFRED LOUIS, ed. The music mas- 
ters; v. 4. The twentieth century. 4l6p. S (Pelicanbk. 
A391) ['57] Baltimore, Penguin Bks. pap., .95 
Biographical sketches of 54 of the world's great- 
est modern composers, among whom are Bartok, Falla, 
Prokofiev, Ravel, Sibelius and Richard Strauss. 


BONAVIA, FENUCCIO. Musicians on music. 273p. O 
57-8412. New York, McBride. 3.75 


BRADLEY, VAN ALLEN. Music for the millions; the 
Kimball piano and organ story. 334p. il. O 57-9231 
Chicago, Regnery bds., 4.00 

The success story of the Kimball] family in100 
years as manufacturers of quality pianos and organs. 


BRAUN, ELISE. Music for active children; folk tunes 
and music of the masters suitable for rhythmic activi- 
ties. b3p. Q 57-9406. New York, Stephen Daye Press 
3.95, plastic binding 

The pieces are divided into different rhythms cor- 
responding to various movements which children are 
able to do, including marches, runs, gallops, skips, 
trots, slow walks, slow march, waltz steps, and pol- 
kas. . 
BROUGHTON, JULIA. Success in piano teaching. 123p. 
56-581G New York, Vantage Press 2.75 

A chatty discourse on piano teaching including ad- 
vertising and fees and the parents' responsibilities. 
Miss Broughton has taught piano teachers at New York 
University. 


BURNS, ROBERT. The tuneful flame; Songs of Robert 
Burns as he sang them; ed. and transcribed with an 
introd. by Robert D. Thornton. 74p. Q 57-6572. Law- 
rence, Univ. of Kan. Press 3.50 

Lyrics by the 18th century Scots poet, produced 
with their music. Included are a guide to pronuncia - 
tion and a glossary of common words and contractions. 


BUSONI, FERRUCIO. The essence of music. and 
other papers; tr. from the German by Rosamond Ley. 
21lp. (bibl. footnotes) front. (por.) New York, Phil- 
osophical Lib. 6.00 

The collected papers of Busoni appear here for the 
first time in English. Essays in the future of music, 
piano playing and piano music, various composers and 
about Busoni himself and his works. 


CECILIA, SISTER [originally Cecilia Agnes Barath] 
and others. We sing and listen; il. by Ruth Wood. 143p. 
il. (col.) O (We sing and praise, gr. 2) Boston, Ginn 
1.08 

Children's songs related to days of religious im- 
portance in the Roman Catholic faith. 


CECILIA, Sister and others. We sing and dance; il. by 
Ruth Wood and Beryl Bailey-Jones. 159p. O (Wesing 
and praise ser.) Boston, Ginn 1.92 

Religious and temporal songs and dances for third 
grade classes in Catholic schools. 


DEXTER, HARRY and TOBIN, RAYMOND, comps. 
Pocket encyclopedia of music. 10p. S (Wilsonlib., 8) 
New York, Philosophical Library pap., 1.45 

A handy reference book dealing with music, its raw 
materials, and the men who composed it, for the lay- 
man. 


ENGEL, LEHMAN. Planning and producing the musi- 
cal show. 159p. (2p. bibl.) O 57-8768 New York, Crown 
3.00 

Outlines fundamentals of theater practice for the 
community theater and shows how these principles can 
be applied to producing musical shows. By acompo- 
ser, conductor and musical director of many Broadway 
shows. 
ESSAYS on music in honor of ARCHIBALD THOM PSON 
DAVISON by his associates. 384p. (bibls.) il. 55-10970 
Cambridge, Mass. Harvard Univ., Dept. of Music 
5.00 

Essays which cover a varying number of musical 
topics, including form, dynamics, orchestration, and 
vocal music, divided into five chronological sections 
from antiquity to modern times. 
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PIANO TEACHERS’ BOOKSHELF 


BOOKS PUBLISHED 1952-1957 


FOR ALL PIANO TEACHERS 
Cora B. Ahrens and G. D. Atkinson 
Frederick Harris Mus Co Ltd (Oakville, Ont. ) $3 


How to IMPROVISE PIANO ACCOMPANIMENTS 
J. Raymond Tobin 
Oxford, $2.95 


INDISPENSABLES OF PIANO PLAYING 
Abby Whiteside 
Coleman-Ross, $4 


LEARN TO READ MUSIC 
Howard Shanet 
Simon and Schuster, $2.95 


MEN, WOMEN and PIANOS 
Arthur Loesser 
Simon and Schuster, $7.50 
MODERN TEACHER'S GUIDE 1956 Supplement 
Virginia Churchill 
Work Shop, 22 Oliver St. Salem, Mass.$2.75 


NEW PATHWAYS TO PIANO TECHNIQUE 
Luigi Bonpensiere 
Philosophical Library, $4.75 


NINETEENTH CENTURY MUSIC 
Kathleen Dale 
Oxford, $3.40 


PIANO FOR CLASSROOM MUSIC 
Robert Pace 
Prentice-Hall, $3.00 


PIANO TECHNIQUE 
Sidney Harrison 
Pitman, $3 


SUCCESS IN PIANO TEACHING 
Julia Broughton 
Vantage, $2.75 


THE PIANISTS PROBLEMS (rev. ed.) 
William 8. Newman 
Harper, $3 


THE YOUNG PIANIST 
Joan Last 
Oxford, $2 
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FULD, JAMES J. A pictorial bibliographh of the first 
editions of Stephen C. Foster. 20up. il. (pt. col.) F 
56-10746, Philadelphia, Musical Americana 20.00 


HOWARD, JOHN TASKER and LYONS, JAMES. Mod- 
ern music. 202p. (bibl.) il. D 57-6564, New York, 
Corwell 3.95 


McCUTCHAN, ROBERT GUY. Hymntune names; their 
sources and significance. 206p. O 57-5756, Nash- 
ville, Abingdon Press 3.75 

A study, with background material, of over 2000 
hymns and their names. Arranged in a series of in- 
dexes, including an alphabetical list of tunes, a melo- 
dic index, and anindex of first words or lines of hymns. 


MUSICIAN'S guide (The); the directory of the world of 
music; 1957 ed. 874p. New York, Music Information 
Service 10.00 

A reference guide to the field of music, its allied 
industries, organizations, unions and crafts. Publi- 
shers, recording companies, schools of music and 
booking agents are among the numerous topics. 


NYE, ROBERT EVANS and NYE, VERNICE TROUS- 
DALE. Music in the elementary school; an activities 
approach to music methods and materials. 302p. (bibls.) 
il. O 57-9391, Englewood Cliffs, N.J., Prentice- 
Hall 4.25 

A guide for the instructor in the teaching of music 
fundamentals including response to rhythm, singing. 
listening, melody, harmony, in addition to activities 
in music creation. 


WHEN boys and girls sing; hymnal for children. 1600p. 
il. Anderson, Ind., Warner Press 1.95 

Hymns about God, Christ, the Church, Christian 
living and the world. With responsive readings. 





TWO RIGHT HANDS 
A Guide for the Development of Piano Technique 
by Adolph Weiser 


Muscular coordination and musicianship become alive. Through 
basic patterns. the pianist consciously builds his technique and 
bridges the gap between theory and applied music. 


$3.00 


CARL FISCHER 62 Cooper Square 
eo New York 3, N.Y. 








The Teaching Pieces of J.8. Bach and W. Mozart 
William J. Mitchell 
50 cents 
Piano Teachers Information Service 


88 Morningside Drive 
New York 27, New York 
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PIANO RECORDINGS 


June, July, August 1957 


Record reviews may be found inthe Saturday Review of Literature 
and many music magazines. Reviews are indexed inthe Music 


ALBENIZ 


Music for Piano 
Arroyo 12” Lond. Int. 91151 


BACH, J. S§. 


Concerto No. 1 in D Minor for Harpsichord 


Mu‘lowe, Concert Arts Chamber Orch. * Haydn: 
Conc. 12” Cap. P-8375 
BARTOK 


Sonata for Piano (1926) 
Pennario * Prokofieff, Rozsa: Son. 12” Cap. P-8376 


BEETHOVEN 


Sonata No. 21 in C Major, Op. 53 [‘‘Waldstein’’) 
Malinin # Prokofieff: Son. #4; Scriabin: Poems 


12” Angel D-35402 or T-35402 
BLOCH 


Enfantines 

Ajemian Fagened % Poems; Sketches 12” MGM 3445 
Poems of the 

Ajemian ipiano) %* Sketches; eee 


2” MGM 3445 
Sketches (5) in Sepia 
Ajemian (piano) * Poems; Enfantines 


12” MGM 3445 
BRAHMS 


Capriccios, Op. 76 (complete) 
Wayenberg (piano) * — Op. 
Intermezzi, Opp. 76, 116 12” usrelet 93059 
Capriccios, Op. 116 (complete) 
Wayenberg (piano) * Capriccios, Op. 76; 
Intermezzi, Opp. 76, 116 12” Ducretet 93059 
intermezzi, Op. 76 (complete) 
Wayenberg (piano) * Intermezzi, Op. 116; 
Capriccios, sy 76, 116 12” Ducretet 93059 
Intermezzi, 
Wayenberg tplano) * Intermezzi, Op. 76; 
Capriccios, Opp. 76, 116 12” "buretet _" 
Rhapsodies, Up. 79, Nos. 1 & 2; Op. No. 
Schidler (piano) * Var., Op. 24 tn = 18049 
Variations and Fugue on ‘a Theme of Handel, Op. 24 
Schidler (piano) #* Rhapsodies 12” Cap. P-18049 


BRITTEN 


Holiday Diary, Op. 5 
Bianca (piano) * Ireland: Conc. 


CHOPIN 


Concerto No. 1 in E Minor for Piano, Op. 11 
Badura-Skoda, Vienna State Opera Orch. 
(Rodzinski) # Schumann: Conc. 
: 12” West. XWN-18458 
Concerto No. 1 in E Minor for Piano, Op. 11 
Musulin, Siiddeutsche Rundfunk Symph. Orch. (Kray) 
* Conc. #2 12” Period 306 ($1.98) 
Concerto No. 2 in F Minor for Piano, Op. 21 
Musulin, Siddeutsche Rundfunk Symph. Orch. (Kray) 
* Conc. #1 12” Period 306 ($1.98) 


DEBUSSY 


Clair de lune 
Barthel (piano) * Schumann: Carnaval; Liszt: 
Hung. Rhap. #15; Gnomenreigen 


12” Audiophile 25 

The Engulfed Cathedral 

Harris (piano) # Music for Piano 12” MGM 3340 
Music for Piano 

Harris 12” MGM 3338 

Harris 12” MGM 3339 

Harris 12” MGM 3340 
Preludes (Book 1) 


Ferber (piano) 12” Ducretet 93116 


Preludes (Book 2) 
Ferber (piano) 12” Ducretet 93117 


12” MGM 3366 


Library Association's Noles 


DUKAS 


Variations, interlude & Finale on a Theme of Rameau 
Engdahi (piano) # Franck: Prel. 12” MGM 3421 


DVORAK 


Slavonic Dances, Opp. 46 & 72 Gener 
J. & G. Dichler (piano) 12” Vang. 496 


FALLA 
Fantasia Baetica 
— dyad * Halffter: Homenaje; Turina: 


12” Boston 304 
i brs ‘oe. Gardens of Spain . 
asadesus (piano), N. Y. Phil. Symph. Orch. 
— %* Three Cornered Hat; Vida 


12” Gol. ML-5172 
FARRADY 


Music for Harpsich 
Dart # Gibbons: harpsichord Music 


12” Oiseau 50131 
FAURE 


Music for Piano 
Verd 12” Zodiac 1003 


FIELD 


Concerto No. 1 in E Flat Major for Piano 
Bianca, Hamburg Philharmonia Orch. (Jones) 
* Nocturnes 12” MGM 3476 
Nocturnes 
Bianca (piano) * Conc. #1 12” MGM 3476 


FRANCK 


Prelude, Chorale and Fugue 
Engdahi (piano) #* Dukas: Var 12” MGM 3421 


GERSHWIN 


Rhapsody in Biue 
Janis (piano), Orch. ar, * Grofe: Grand 
Canyon * Vict. LPM-1429 


GIBBONS 


Music for Harpsichord 
Dart * Farnaby: Harpsichord Music 
12” Oiseau 50131 


GOTTSCHALK 


Music for Piano 
Behrend 12” MGM 3370 


GRIEG 


Concerto in A Minor for Piano 
Dortmann, Ropin Hood Dell Orch. (Leinsdorf) 
% Menaeissonn: Conc. 341 12” Vict. LM-2102 


HALFFTER 


penn la a Antonio Macnade; Shepherd's Dance; 
iypsy v 
Soriano olne) * Falia: Fant.; Turina: Consueno 


12” Boston 304 
HAYDN 


Concerto in D Major for Harpsichord 
y *— Concert Arts Chamber Orch. * Bach 


12” Cap. P- 8375 
HINDEMITH 


The Four Temperamen' 
Fleisher (piano), metherlands Chamber Orch. 
(Goldberg) * Pieces; Trauermusik 


12” Epic LC-3356 
IRELAND 


Concerto in E Fiat Major for Piano 
Bianca, Hamburg Philharmonia alan Ry 
%* Britten: Holiday Diary " MGM 3366 
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KIRCHNER 


Concerto for Piano 
Kirchner, N. Y. Phil. Symph. Orch. (Mitropoulos) 
%* Wm. Schuman: Credendum 12” Col. ML-5185 


KODALY 


Children’s Dances 
Foldes (piano) * Hary Janos; Marosszek Dances; 7 
Pieces 12” Decca 9913 
Dances of Marosszek 
Foldes (piano) * Hary Janos; Children’s Dances; 7 
Pieces 12” Decca 9913 
Hary Janos Suite [Viennese Clock; Song; Intermezzo) 
Foldes (piano) # Children’s Dances; Marosszek 
Dances; 7 Pieces 12” Decca 9913 
Seven Pieces, Op. 11 
Foldes (piano) * Hary Janos; Children’s Dances; 
Marosszek Dances 12” Decca 9913 


LISZT 


Concerto No. 1 in E Flat Major for Piano 
Cziffra, Paris Conservatoire Orch. (Cer 
% Hung. Fant 12” Angel D- 38436 eo "35436 
Gnomenreigen 
Barthel (piano) * Hung. =. #15: Schumann: 
Carnaval; Debussy: Clair de 
w Audiophile 25 


Hungarian Fantasia 
Cziffra (piano), Paris Conservatoire Orch. (Dervaux) 


* Conc. #1 12” Angel D-35436 or T-35436 
Music for Piano 
Marik 12” Zodiac 1004 
MENDELSSOHN 


Cancerto No. 1 in G Minor for Piano, Op. 25 
Mildner, RIAS Symph. Orch. (Rother) * io Strauss: 
Burleske ~e ele. 66062 
Concerto No. 1 in G Minor for Piano, Op. 25 
Dorfmann, Robin Hood Dell = *ivelnsdort 
% Grieg: Conc. " Vict. LM-2102 
Songs Without Words 
Gieseking (piano) 12” Angel 0-35428 or T-35428 
G. Doyen (piano), Vol. 1 12” West. XWN-18501 
G. Doyen (piano), Voi. 2 12” West. XWN-18502 
Variations Sérieuses, Op. 54 
Soriano (piano) Schumann: Romances; 
Schubert: Son. 12” Boston 303 


MOZART 


Concerto No. 17 in G Major for Piano, K. 453 
Matthews. London Mozart Players (Blech) # Conc. 
12” Cap. P-18048 


#25 
Concerto No. 25 in C Major for Piano, K. 503 
= London Mozart a By my Ht 


PROKOFIEFF 


Sonata No. s in A Minor for Piano, Op. 28 
Pennaric # arték, Rozsa: Son. 12” Cap. P-8376 
Sonata No. 4 Th C Minor for Piano, Op. 29 
Malinin # Beethoven: Son #21; Scriabin: Poems 
12” Angel D-35402 or T-35402 


RACHMANINOFF 


Concerto No. 3 in D Minor for Piano, Op. 30 
Rachmaninoff, Phila. Orch. (Ormand 


12” Vict. LM-2051 
RAVEL 


Concerto in G Major for Piano 
Perlemuter, Colonne Orch. seme * Conc.; 
Menuet; Pavane ” Vox 9220 
Concerto tor the Left H 
ig ory Colonne Oreh. one = Conc.; 
nuet: Pavane " Vox 9220 
Menuet "antique 
Perlemuter (piano) *¥ Conc.; ao 12” Vox 9220 
Pavane puur une inrante oéfun 
Perlemuter (piano) * Conc.; -_ 12” Vox 9220 


ROZSA 


Sonata for Piano 
Pennario # Prokofieff, Bart6k: Son. 12” Cap. P-8376 
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NEW Claddstcal RELEASES 


La Grande Paque Russe (Russian Easter) 
Tzar Saltan—Symphonic Suite 
La Nuit De Mai—Overture (May Night) 
(Above 3 works by Rimsky Korsakov) 
Ernest Ansermet: l'Orchesire de la Suisse Romande 
LL-1635 


Gotterdammerung—Dawn and Siegfried's. 
Rhine Journey 
Géotterdammerung—Siegfried’s Funeral March 
Die Meistersinger—Prelude to Act I 
Siegfried Idyll (Wagner) 
Hans Knappertsbusch: Vienna Phil. Orch. LL-1586 


Symphony No. 3 in D Major (Tchaikovsky) 


Sir Adrian Boult: London Phil. Orch LL-1442 
Symphony No. 2 in D Minor (Dvorak) 
Rafael Kubelik: Vienna Phil. Orch LL-1606 
Symphony No. 1! in C Minor (Brahms) 
Joseph Krips: Vienna Phil. Orch. LL-1608 


The Wand of Youth—Sulte No. 1 (Elgar) 
The Wand of Youth—Suite No. 2 (Elgar) 
Eduard van Beinum: London Phil. Orch. LL-1587 


Sonata f& A Major for Violin and Piano (Franck) 
Sonata No. 1 in A Major for Violin and Piano 

(Faure) 
Mischa Elman (violin) and Joseph Seiger (piano) 
LL-1628 


Sonata No. 2 in A Minor for Violin and Piano 
Sonata No. 3 in D Minor for Violin and Piano 

(Brahms) 
Mischa Elman (violin) and Joseph Seiger (piano) 
LL-163 


Elman Recital 
Mischa Elman (violin) and Joseph Seiger (piano) 
LL-1631 


Sonata No. 2 in A Minor for Violin and Piano 
Sonata No. 3 in D Minor for Violin and Piano 

(Brahms) 
Ruggiero Ricci (violin) and Julius Katchen (piano) 
LL-1569 


an Album of Military Band Music 
Band of the Grenadier Guards LL-1622 
Violin Concerto in E Minor (Mendelssohn) 
Violin Concerto No. 1 in G Minor (Bruch) 
Ruggiero Ricci. Pierino Gamba: London Sym. 
Orch. LL-1684 


Piano Concerto in A Minor (Schumann) 
Konzertstiick in F Minor (Weber) 

Friedrich Gulda (piano). Volkmar Andreae: Vienna 
Phil. Orch. LL-1589 


Violin Concerto in D Major (Tchaikovsky) 


Campoli (violin). Ataulfo Argenta: London Sym. 
Orch LL-1647 
Withelm Backbaus Plays Chopin LL-1556 
Withelm Backhaus Plays Bach LL-1638 


Quintet in E Flat Major for Piano, wees Clarinet, 
Horn and Bassoon (Mozart) (K. 452) 

Trio in E Flat Major for Piano, “Clarinet and 
Viola (Mozart) (K. 498) LL-1609 

Members of the Vienna Octet 


All records $3.98 each 
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Prélude a l'aprés-midi d'un Faune (Debussy) 
Alborado del Gracioso (Ravel) 

Danses Sacree Et Profane (Debussy) 

Introduction and Allegro for Harp, Flute, Clari- 
net and String Quartet (Ravel) 

Ernest Ansermet: L'Orch. de la Suisse Romande 

(Nos. I and 2) 

Eduard van Beinum: The Chamber Music Society 

of Amsterdam (Nos. 3 and 4) $2 


Operatic Highlights for Orchestra—No. 4 
Le Maschere—Overture (Mascagni) 
Guglielmo Ratcliff—Intermezzo (Mascagni) 
Suor Angelica—Intermezzo (Puccini) 
La Wally—Prelude to Act 4 (Catalani) 
Signor Bruschino—Overture (Rossini) 
Luisa Miller—Overture (Verdi) 
Norma—Overture (Bellini) 
Linda di Chamonix -Overture (Donizetti) 
Gianandrea Gavazzeni: Orchestra of Maggio Musi- 
cale Fiorentino 600 


Symphony No. 5 in E Minor (Dvorak) 


Rafael Kubelik: Vienna Phil. Orch. LL-1607 


Symphony in B Flat Major (Chausson) 

Benvenuto Cellint—Overture (Berlioz) 

Robert F. Denzler: Paris Conservatory One 
LL-1505 


Piano Concerto No. 1 in E Flat Major 

Piano Concerto No. 2 in A Major (Franz Liszt) 
Julius Katchen (piano). Ataulfo Argenta: London 
Phil. Orch. LL-1683 


Introduction and Rondo Capriccioso* (Saint-Saens) 
Havanaise* (Saint-Saens) 

Zigeunerweisent (Gypsy Airs) (Sarasate) 
Legendet (Wieniawski) 

Campoli (violin).. Anatole Fistoulari* and Pierino 
Gambat: London Sym. Orch. LL-1625 


Wilhelm Backhaus Plays Brahms LL-1637 
Nocturnes—Volume Two (Chopin) 
Peter Katin (piano) LL-1499 


Elman Encores 
Mischa Elman (violin) and Joseph Seiger (piano) 
LL-1629 


Akceste-Overture (Gluck) 

Manfred-Overture (Schumann) 

Alcina-Overture (Handel) 

Berenice-Overture (Handel) 

Karl 1s yaad Stuttgart Chamber Orch. (Nos 
1 an 

Boyd Neel: Boyd Neel Orch. (Nos. 3 and 4) 


LL-1551 
Hi-Fi with the Grenadier Guards 
Band of the Grenadier Guards LL-1623 
Two Hearts in % Tim 
Robert Stolz: The Vieina Sym. Orch LL-1555 


Violin Concerto in One Movement 
(Paganini-Kreisler) 

Violin Concerto No. 3 in B Minor (Saint-Saens) 

Campoli (violin). Pierino Gamba: London Sym. 

Orch. LL-1624 
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SCARLATTI, D. 


Sonatas 
Valenti (harpsichord), Vol. 17 12” West. XWN-18460 
Valenti (harpsichord), Vol. 18 12” West. XWN-18461 


SCHUBERT 


Sonata in A Minor for Piano, Op. 164 
Soriano * Mendelssohn: Var.; Schumann: Romances 
12” Boston 303 
Sonata in E Flat Major for Piano, Op. 122 
Appelbaum * Son., Op. 42 12” West. XWN-18484 
Sonata in A Minor for Piano, Op. 42 
Appelbaum % Son., Op. 122 12” West. XWN-18484 


SCHUMANN 


Carnaval, 
Barthel ‘wiawe) % Debussy: Clair de lune; Liszt: 
Hung. Rhap. #15; Gomenreigen 


12” Audiophile 25 
Badura-Skoda (piano) * Son. #1 
12” Wes’. XWN-18490 
Concert Allegro in D Minor for Piano & Orch., Op. 134 
a hay — Orch. (Winograd) 
; Konzertst 12” MGM 3513 
cunsatie oy ‘A Minor for ,* Op. 54 
Bianca, Hamburg Philharmonia Orch. (Winograd) 
% Concert Allegro; Konzertstiick 12” MGM 3513 
Demus, Vienna State Opera Orch. (Rodzinski) 
% Chopin: Conc. #1. 12” West. XWN-18458 


Davidsbiindler Tanze = 6 
Demus (piano) * Pap tlons 12” West. XWN-18491 
Fantasie in C Major, Op. 17 
Demus (piano) * Fantasiestiicke 
12” West. XWN-18492 
Fantasiestiicke, Op. 


Richter (piano) * March #2 


12” Decca 9921 
Demus —. % Fantasie 12” West. XWN-18492 
Humoreske, 


Demus iano * ae. #3 = =12” West. XWN-18496 
Kinderscenen, 
—— "% , 12” Epic LC-3358 
Konzertstiick in G Major for Piano & Orch., 
Bianca, Hamburg Philharmonia Orch. (Winograd) 
* Conc.; Concert Allegro 12” MGM 3513 
Kreisleriana, Op. 16 
Demus (plano) # Romance; Toccata 
12” West. XWN-18489 


March No. 2 in G Minor, Op. 76 
Richter (piano) * Waldscenen; Fant. 
12” Decca 9921 
Papillons, Op. 
Demus ) A * Davidsbiindler 
12” West. XWN-18491 
Romances (3), 0 


. 28 
Soriano Ghat % Mendelssohn: Var.; Schubert: 
Son. 12” Boston 303 
Romance in Fs Sharp Minor, Op. 28, No. 2 
Demus (piano) # Kreisleriana; Tocca ita 
12” West. XWN-18489 


Sonata No. 1 in F Sharp Minor for Piano, Op. 11 
Badura-Skoda * Carnaval 12” West. XWN-18490 
Sonata No. 3 in G Minor for Piano, Op. 22 
Demus * yoo 12” West. XWN-18496 
Toccata in C Major, Op. 7 
Demus elias 4 . a 
” West. XWN-18489 


March #2 
12” Decca 9921 
12” Epic LC-3358 


Waldscenen, Op. 8 
Richter (piano) 3 Fant.; 


Haskil (piano) # Kinderscenen 


SC RIABIN 


Poems (2), Op. 
Malinin PA %* Prokofieff: Son. #4; Beethoven: 
Son. #21 12” Angel D-35402 or T-35402 


STRAUSS, RICHARD 


Burleske in D Minor for Piano & Orch. 
Mildner, RIAS Symph. Orch. (Rother) # Mendelssohn: 
Conc. #1 12” Tele. 66062 


TCHAIKOVSKY 


Concerto No. 1 in B Fiat Minor tor Piano, Op. 23 
Farnadi, Vienna State Opera booge (Scherchen) 
* — West. XWN-18452 
Concerto No. 2 in G Major for Plane. Op. 44 
Cherkassky, Berlin Phil. Orch. — 
12” Decca 9916 
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NEW PIANO ENSEMELE MUSIC 


Now that this season has actually started, you are 
probably looking for something new in Piano Ensemble 
music. Since all of the works listed have been pub- 
lished during the past three months. this may be ex- 
actly what you want. Instead of describing the mater- 
ial that you have chosen from compositions already 
used--as has been the case in most of the articles I 
have written for you--this one will give you an idea of 
these new publications which require more than one 
pianist to be performed. The next issue of the Piano 
Quarterly Newsletter will bring you another list of 
Teacher's Pets. 

What is new for piano duet? Bernice Frost's ar- 
rangement of Pietro Yon's Gesu Bambino and Violet 
Archer's Ten Folk Songs. 

You probably know that Gesu Bambino, written by 
the Italian who. for nearly 40 years, was organist and 
musical director of two of New York City's most fa- 
mous churches, is performed so often that many radio 
and television announcer's assume it is no longer ne- 
cessary to mentionthe name of its composer. The new 
arrangement for piano, four hands, made by Bernice 
Frost, is certain to be equally popular with second- 
year piano students whose teachers select it. * 

Anyone who is interested in folk material should 
be pleased to learn of the Ten Folk Songs that have 
been expertly arranged by Violet Archer. Although 
Miss Archer now teaches at the University of Oklahoma, 
she has chosen songs from her native Canada as the 
basis for these truly out-of-the-routine settings. They 
should appeal to the adult beginner, as well as to tal- 
ented young people. According to the foreword, the 
five melodies of French origin that appear in Book I 
are typical of Quebec, while Book II contains four tunes 
of English origin that are sung in Nova Scotia and one 
chant of the Copper Eskimos in the Canadian Arctic. 

Is there something for three players at one piano? 
Yes. Rosemary by Lawrence London has been arranged 
by Boris Berlin for this combination. Second-year 
students should be able to sightread this arrangement. 
At least, a minimum amount of effort will be required 
and, for this reason, it might serve as an introduction 
to this type of ensemble playing. 

A Mysterious Tale by Montague Ewing is another 
new work that is for six hands at one piano. Perhaps 
the three youngsters who, through their performance, 
tell this tale would find their part even easier if Mr. 
Ewing had used a 4/4 instead of a 2/4 time signature. 
Nevertheless, the tune is popular and there is enough 


*By the way, Miss Frost has a new book of standard 
Christmas Carols arranged for the first grade piano 
student which is the best of its kind that 1 have seen 
for a long while. It is called "Christmas Carols" and 
is published by J. Fischer & Bro. 
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variety in the touches required to justify the time spent 
on this little work. 

What about two-pianos. four-hand music? 

It would be very difficult to find a piece for this 
combination that is easier than Cart Wheels by Bernice 
Frost Teachers who give piano ensemble recitals 
will find that, even if a larger number of pianos and 
students are used, there should be no rhythmic prob- 
lems. As soon as the students know whole, half and 
quarter notes and rests, these little wheels may start 
to roll. 

By adding eighth notes and rests to the material 
used by Miss Frost in Cart Wheels, the student will 
have all of the technical information necessary to read 
Umbrella in the Wind by Thelma Kent Tuttle. Limit- 
ing herself to tetrachord scale passages. Miss Tuttle 
has triedto reproduce the discomfiture one feels when 
the umbrella turns inside out. 

The musical interest of Gretchaninoff's Chanson 
Militaire, as arranged by Elizabeth Gest for 2 pianos, 
4 hands. is equally divided between the two players. 
While the title means military song. the spirit is mi- 
litary march. This will make a rousing and appealing 
final number for the second-year boys' recital. 

The whimsical, light mood of her popular piano 
solowas retained by Berenice Benson Bentley when she 
arranged the Mischievous Elf for 2 pianos, 4 hands. 
Even without the stage directions which appear in pa- 
rentheses throughout the piece the student might know 
when the elf hops, sleeps. awakens, then hops again, 
but Miss Bentley has taken no chances. This piece will 
soon find its way into that category called Teachers' 
Pets! 

The average parents of Junior High students will 
feel that their boys or girls are progressing if they 
hear them play Whitecaps by John F. Carré or Fanfare 
and March by Nancy R. Dunford. Except for the double 
note passages, these are easy pieces that sound dif- 
ficult. Although they will rarely be practical for stu- 
dents who have had less than three years of study, 
they require very little musical taste for a successful 
performance. 

If you happen to be looking for a piece that features 
the B major scale, order Frére Jacques' Concert for 
2 pianos, 4 hands by Elizabeth Gest. You will not be 
disappainted. Each player has a good workout with 
various gradations of speed and dynamic shadings, 
while his partner plays the never-tiring tune heard 
since cradle days. 


Miss Joan Lovell, who has arranged Haydn's Two 
Pieces for a Musical Clock for 2 pianos, 4 hands, says, 
"These two pieces are Numbers 10 and 12 of a set of 


(Continued Next Page) 
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by 


GEORGE FREDERICK McKAY 


EASY 
Cactus Town (a travel adventure) Heritage 
Folk Song Stories (7 easy pieces) Boosey 
Call of the Canyon Presser 
Men at Work Presser 
Hi-Way Scene Presser 
The Robin and the Woodpecker J. Fischer 
MODERATE 

A Visit to Grandfather's Farm Boston 

(4 easy pieces) 
A Remembered Happiness J. Fischer 

(4 easy pieces) 
Navajo Lullaby Presser 
Echoing Laughter Heritage 


Prairie Horizon 


Carlton Mus 


INTERMEDIATE 
Dance Pastorale (new) Presser 
Excursion (new) Presser 
A Wistful Meditation Presser 
Midsummer J. Fischer 
Melody for Springtime J. Fischer 
An Outdoor Song Leeds 
(in volume USA 1946) 
DIFFICULT 
Dance Suite No. 2 Amer Mus Ed 


Caricature Dance Suite 
(out of print) 


B. Schott's Sohne 














\Coutinued from page 25) 

twelve written for a musical clock which Haydn pre- 
sented to Prince Nikolaus Esterhazy. Some of these 
pieces which he wrote for clocks are adaptations of 
movements from his symphonies and quartets. Num- 
ber one is from the finale of the Quartet, Opus 71, 
No. 1, and Number Two is from the finale of the 'Lark' 
Quartet." The grade of difficulty for each player is 
about that of an early Haydn sonata or sonatina and the 
audience is certain to be intrigued. 
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An Editorial (Continued from page 2) 
Béla). He is followed in numerical order by Abram 
Chasins, represented five times. The next is Kaba- 


levsky with three listings, thenDebussy and Thompson, 
V., who are mentioned twice, while one mention each 
is given to Bloch (Ernst?), Dello Joio, Diamond (Da- 
vid ?), Gershwin, Ibert, Milhaud, Rachmaninoff, Ravel, 
Sessions, Siegmeister, Tansman (Alexandre?), and 
Villa Lobos. 


Although some might quarrel with the inclusive- 
ness of our selection of distinguished twentieth century 
composers from the Handbook's list, none could say 
that we lack generosity. Yet, this entire group, made 
up of older masters, hoary companions, and the elite 
of our time forms less than half of the total list in the 
Handbook. Most of the remainder consists of music 
fashioned from the tritest of formulas and the wilted 
blossoms of salon music. What makes matters worse 
is that mostof the outstanding names and works do not 
appear on the graded lists until the student has fought 
his way throughthe muck and grime of the lower levels 
of instruction. Bartok and Bach make their entries 
on the early levels, but in the case of Bach, only with 
the hyphenated assistance of Carroll, Foote, and Mason. 
Incidentally, why is the student directed to the "Well 
Tempered Clavichord" under Basic Texts, but to the 
"Well Tempered Clavier" (and in a good edition, too) 
under Representative Piano Solos? To continue with 
less incidental questions: Haven't Hindemithand Stra- 
vinsky written accessible piano music? And must we 
continue to protect the youth of New York State from 
the alleged scourge of Schoenberg? And what of our 
many fine native composers who have written service- 
able and imaginative teaching pieces ? 

There is, to boot, no mention at all of duets either 
atone or twopianos. Certainly this aspect of perform- 
ance shouldbe stressed in the field of music education, 
especially since the Handbook elsewhere finds positive 
values in ensemble playing, because it "promotes 
teamwork, independence, and musicianship. "' 

All of this, and including an occasional cavalier 
disregard for theniceties of foreign spelling and signs 
of pronunciation, would indicate that it is our teachers 
who need teaching. Certainly the high school students 
of the sovereign State of New York need a better fare, 
amore balanced musical diet, than this if we are to 
look forward with any optimism to a sturdy future in 
the arts. 
OOOO 


SAVE $6! SUBSCRIBE TO THE 
PIANO QUARTERLY NEWSLETTER 
FOR THREE YEARS AT $12 
1 Year - $6 2 Years - $10 (save $2) 
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The Frances Clark Library 
FOR PIANO STUDENTS 
Summy-Birchard Publishing Company 


A REVIEW by STANLEY FLETCHER 


THE FRANCES CLARK LIBRARY for Piano Stu- 
dents is a project of ambitious scope--35 books when 
the remaining six appear. They comprise four gen- 
eral categories (Standard Literature, Contemporary 
Literature, correlated Technic Books, and correlated 
Music Workbooks, plus a 'Reading-Readiness" book to 
precede all) designed for levels from "early elemen- 
tary" through "late intermediate", or approximately 
the Bach Invention stage. They represent the work of 
as distinguished an array of editors, authors andcom- 
posers as has been brought together in many years for 
such an effort. 

The core of the project is the two graded antholo- 
gies, the one selected from works of the 17th to 19th 
centuries, the other of music written since 1925. Both 
these are really outstanding. 


The volumes of the standard literature (7 books, 
and one more coming) include selections from all the 
familiar composers and some who should be--C. P. E. 
Bach and Leopold Mozart, with Couperin and Rameau 
to come). The choices are often pleasantly unhack- 
neyed. Biographical sketches and portrait drawings 
precede the works of each composer. A glossary of 
technical terms is appended to each book. The edi - 
torial policy shows the influence of first-rate scholar- 
ship, especially from volume 4 on. Addition of mark- 
ings to the original texts is cautious in the earlier 
volumes, and, from the fourth on, there is ascholarly 
"Editor's Report" giving original sources and appro- 
priate confessions of editorially exercised judgment. 
It could only be wished that the earlier books could 
have had the complete benefit of this thoroughgoing 
editorial openness and asceticism, which is a refresh - 
ing trend in the field of teaching materials. [Note: Re- 
vised editions of volumes 2 and 3, announced for pub- 
lication in 1958, will be treated according to the same 
editorial policy as volumes 4, 5and6--Ed,] Exceptfor 
the arrangements from Mozart Divertimenti and other 
instrumental pieces, the pieces are original keyboard 
works. These seem also, to this reviewer, to be the 
only exceptions to an otherwise sensitive grading of 
difficulty--some students might well find them more 
tricky to manage than some of the "romantic" pieces 
in the last book. The whole appearance of the scores 
is clean, and complimentary to a student's growing 
musicianship. Pedal marks have not been added--a 
healthy realism--and only the addition of fingerings, 

(Continued on page 26) 





Professor Fletcher teaches at the University of IIli- 
nois, Urbana. 





ED. NOTE: Looking back over the last five years, we 
noted a number of literature series and pedagogical 
material published. Since not all teachers have the 
opportunity of thoroughly investigating these mater- 
ials, we plan from time to time to ask teachers to 
review them and report their findings to our readers. 
Here are the first two. The Frances Clark books have 
been reviewed by two teachers because of its monu- 
mental size. 








A REVIEW by M. FRANCES JONES 


* * * 

AS A TEACHER who used each book of the Library 
as it was released, I have found every aspect of this 
vast undertaking to be based on the soundest educa- 
tional philosophy and the most thoroughgoing musician- 
ship. It provides a medium, both practical and ideal, by 
which piano students may develop, from the beginning, 
a real understanding of and love for music. It isa 
logical and well developed "plan for musical growth" 
which affords balanced and vital experiences in the 
areas of theory, literature and technic. 

Throughout the Library, learning is cumulative, a 
fact that keeps the student in a state of "readiness" 
from the psychological, interpretative and technical 
points of view. When taught as its authors have con- 
ceived it, the Library is a dynamic force in the musi- 
cal life of bothteacher and student. The entire project 
is incomparable and invaluable. 


The Library consists of 35 books (29 now available 
and 6 to be released in 1958). It is designed to provide 
material for approximately eight years of study, and 
to prepare the student in musical understanding and 
technical skill for the performance of music of early 
advanced difficulty. 


The Library begins with a series of seven books 
called "The Look and Listen Books." "Time To Begin," 
the first book of this section, is captivating and unique. 
It is designed as a "reading readiness"' book. It pre- 
pares the student tounderstand the basic principles of 
musical notation. However, it does much more; it 
stirs his mind and fires his imagination in a singular 
way. 

Through its logical and pianistic approach, ''Time 


.to Begin"' develops students who understand their mu- 


sic and who have the skill to perform it. Throughits 
winsome spirit of adventure and exploration, it keeps 
students eager to learn and to progress. Step by step, 
through discovering, using what has been discovered, 
and writing what has been discovered, it builds toward 
a firm foundation upon which more exacting work can 
be begun. The basic principles of "seeing all" and 


(Coutianed on page 27) 





Miss Jones is head of the junior pedagogy department 
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STANLEY FLETCHER REVIEW (Continued from page 25) 





which appear, as usual, even when unnecessary, be- 


trays the traditional pessimism in regard to the aver- 
age student's training in manipulation or the average 
teacher's ability to supervise it. 


The Contemporary series is noless distinguished. 
Few composers--including the contemporary--have 
been able to write first-rate music on a simplescale, 
but the editors have commissioned high-calibre pieces 
from five composers (three Americans) and represent 
seven other twentieth century names with pieces from 
extant volumes in the "Four Children" class. (Why 
were not references to publishers of these complete 
sets given, so that interested players or teachers 
might more easily follow up the introduction? Or does 
not courtesy between competing publishers extend so 
far?) These books too offer portraits and biographies 
of the composers; but no glossaries, since all but the 
most familiar musical terms are given in English. 


Around these central columns of really fine live 
musical material, which every teacher would do well 
to know and use, the authors have built an edifice which 
they claim is not a "method", but it certainly looks 
like one. In fact, it looks like two: an elementary 
method to bring pupils to the point where they can start 
in on the literature series; and, accompanying the lat- 
ter, a workbook and a technic book to go with each 
volume of the literature curriculum. These later cor - 
related books are aimed of course at the pupil who 
has surmounted the first "hump", having survived pi- 
ano lessons some two years or so to the point where 
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he can cope with music beyond the early elementary 
level is already at home with notation, can readwith 
some competence, gives evidence of interest and at 
least some talent, and can bring to his study the pa- 
tience of a desire to play better and the growing ra- 
tionality of approaching 'teens. This is adifferent 
problem from that of the "elementary method", whose 
purpose is to produce that kind of pupil, and the ques- 
tions at issue in this "training of the survivors" con- 
cern development of manipulatory skills on the one 
hand (the Piano Technic series) and of a supporting 
musicianship and thorough literacy on the other (the 
Music Workbook Series). 


If you believe in using exercises contrived from dis- 
tilled manipulatory problems, there are three books of 
them (with titles in the first only) by Marion McArtor, 
and three to follow, selected from older material. Any 
teacher who judges that a pupils' interest in hand and 
finger gymnasticsis strong enough to retain his inter- 
est in material often less than fascinating musically 
(which such exercises arenearly fated to be) takes his 
own chances. The ingenuity of Dr. McArtor has re- 
duced the hazard somewhat, for it is surprising how 
often he derives patterns not without musical interest 
from the very elementary manipulatory assignment 
given him. 

THE WORKBOOKS (three of them so far toaccom- 
pany this now-we-are-getting-serious cycle of study) 
are divided into units of study each in three parts. Qne 
presents a theoretical point and its relevance to music 
illustrated in a piece. One gives material for drill in 
reading rhythmic patterns and counting. The third pre- 
sents another piece for reading drill, with tips for go- 
ing about the matter. This is all very valuable and to 
the point. The pieces, composed to a purpose as were 
the technic studies, are a good cut above the "U, 8S. 
Standard grade" in musical quality--you'd pay 40 cents 
for any of them from many a publisher. The theory is 
solid traditional stuff, figured basses and all eventually; 
the rhythm drills aim methodically at production of 
different patterns tapped in each hand while counting, 
and are supplemented by written exercises. The read- 
ing practice trains recognition of phrase and formal 
structure, and fingering "blocks" taking in a full pat- 
tern of notes, leading to planning o” one's own finger - 
ing. (So why are the "piece books" so heavily fingered 
to the bitter end?) It is a good set of workbooks so far, 


‘and worth using in any context. They are developed 


"logically" as have been good methods since the nine- 
teenth century, and are presented with the improved 
pedagogical devices familiar from public school read- 
ing workbooks. 


All we have discussed conforms with a good tradi- 
tion of teaching policy--that of giving the student a 
soundly-based training slanted toward a thoroughly 
adult point of view in the subject matter. no commer- 











cial compromises with taste or musical standards, and 
not much new-fangled or startling inthe way of pedago- 
gy, unless it be in the straightforwardness of presen- 
tation, without gadgetry. This is intelligent and me- 
thodical teaching, and musicians doing it. Summy's 
too have done a most attractive production job. 

The series is of top importance, and has outstand- 
ing merits. Whether or not a teacher has some "me- 
thod" which she finds already satisfactory, the series 
presents materials of such calibre that every teacher 
would find them a valuable addition to her library and 
teaching-material repertory, and every serious young 
piano student would find herein a highroad to musi- 
cianly playing. 





FRANCES JONES REVIEW (Continued from Page 25) 


"hearing all'' are charmingly emphasized by two de- 
lightful little cartoon animals, Chip and Bobo. 





Following "Time To Begin" the other six "Look 
and Listen Books" include: two embryonic music work- 
books, called 'Write and Play Time"; two books of 
short pieces, called "Tune Time"; and two books of 
little technical etudes, called ''Technic Time. "' 

The "Write and Play Time Books" (parts A and B) 
are conceived as the basic texts of the series. (The 
Preparatory section at the beginning of Part A serves 
as the beginning for teachers whodo not use the read- 
ing readiness approach of 'Time To Begin.") These 
books present the symbols, the vocabulary and other 
musical elements necessary to understand and enjoy 
the music at this early elementary level. They are 
organized on the unit plan, as was "Time To Begin." 
Each unit includes: 1) Discoveries (all new discover- 
ies are made in pieces); 2) Playing other pieces to 
make secure the discovery which has just been made; 
3) Writing exercises as another approach to under- 
standing the new discovery; 4) Write-and-Play Quiz 
which reviews everything presented in the unit. 


IN SHORT, these books include in one package the 
materials that we have formerly searched for (and not 
found!) in a dozen different sources. The invaluable 
attitudes of discovering and self-criticism are further 
developed, again with the aid of Chip and Bobo; and a 
definite plan of practice is introduced. 


Along with "Write and Play Time" goes "Tune 
Time" (Parts A and B), books which contain more real 
music (and with more student appeal) than any books 
of "first pieces" I know. It is particularly hard to 
write lively, imaginative and tasteful music within the 
compass of early elementary technic and musicianship. 
But Sarah Louise Dittenhaver, Marion McArtor and 
John LaMontaine have done it, in 60 solos and duets 
which use the rhythms and reading range presented in 
the "Write and Play Books." The animated cartoon 
drawings by Sam Berman (creator of Chip and Bobo), 
lively titles, and words that stay believably within the 





Lillian Goss 


child's world, all aid in making these books irresis- 
tibly appealing to children. 


The authors believe that in the area of technic this 
early elementary period should be a time of adventure 
and exploration, not a time for refined muscular con- 
trol. Consequently, "Technic Time" (Parts A and B) 
is a collection of short etudes, attractivei, presented 
with the verbal aid of meaningful titles and the visual 
aid of humorous, descriptive stick figures 


Inall there are over 80 little studies, each of which 
contributes to a carefully worked out plan for elemen- 
tary technical development. There is equal experience 
for each hand, and for all ten fingers; moments of re- 
laxation are carefully spaced; sufficient repetition of 
the specific technical point makes the goal attainable 
within the piece. The exercises develop logically (and 
within the very rigid limits of the pedagoyical plan, 
musically) through a thoughtfully planned progression. 

After ''The Look and Listen Books" there are six 
levels which develop along the same three-fold path: 
theory, literature and technic. Each area is handled 
with the same awareness of how students learn, and 
how to keep the learning process an adventure. The 
format and presentation of "The Look and Listen Books" 
is definitely young; that of the levels which followis 
ageless. The more advanced scries has the same lo- 
gical approach, comprehensiveness of scope and scho- 
larly musicianship. 


Here, as in the elementary level, the basic texts 
are the ''Music Workbooks" (the first three are already 
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published, the last three still to come). In these basic 
texts the student is given music to play and study from 
the standpoints of theory, rhythm and reading. Each 
unit of study is approached from each of these three 
angles. 


In the theory section, the student plays a piece, 
studies its "theory", writes exercises to further his 
understanding, plays additional short pieces to develop 
his facility, and takes a quiz on the unit. The student 
is thus provided with a means not only to understand 
but to use the theory of music as it has been practised 
from the time of Bach on. Fascinating studies of key, 
scales, chords and inversions, figured bass (used to 
harmonize, of all things. familiar melodies such as 
"Hail, Hail the Gang's All Here") give him a thorough 
theoretical foundation for more advanced study. 


The rhythm section in each unit contains studies of 
note values and rhythm patterns separate from music, 
but extracted from the literature he is playing at that 
level. Each exercise is designed to give him a visual 
sense of time relationship. Tapping andclapping these 
exercises aid in the development of coordination. 


The reading sections consist of a piece in the key 
of the unit, to be analyzed as to theory, rhythm pat- 
terns, melody patterns and hand preparation (actually 
a practice routine). Not only are these sound aids to 
sight-reading and good practice habits, but the pieces 
themselves are musically a great deal better than most 
of the sheet music you could buy at this level. 


All in all, these Music Workbooks are planned to 
develop, simply andnaturally, an understanding of how 
musical sounds are put together to make music. | 
know of nothing like them currently available to piano 
students. 


The area of technic, instigated in the 'Technic 
Time" books, is carefully and logically developed in 
the six "Piano Technic" books which follow (Books 1, 
2, 3 currently available; 4, 5, 6 to come). The etudes 
in these books, now longer and more detailed in pur- 
pose, provide the student with specific musical situ- 
ations that promote technical development. Technic 
is still presented as attractive pieces, rather than as 
dry finger exercises; the authors believe that the de- 
velopment of physical skill is inseparable from musi- 
cal content. 


* x * 


IN SUMMARY, the Frances Clark Library is con- 
summiately planned and executed in all its areas. It 
combines the best of old and new, the finest music 
with the most basic and workable pedagogy. And, let 
it be emphatically added, in an exceptionally clear and 
attractive physical format; more than the usual amount 
of time. thought and, we dare say, money has gone 
into the production end of these books. 
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Joan Last’'s 


NEW APPROACH TO THE PIANO 
Oxford University Press 


Reviewed by MERLE MONTGOMERY 


HE WONDERFUL THING about teaching is the ever- 

growing-experience it gives us.'' Through this state- 
ment of Miss Joan Last, we may glimpse into the 
analytical and self-critical mind that planned the four 
carefully graded books called AT THE KEYBOARD 
two supplementary books, KEYBOARD GAMES and 
SIGHT-READING, and the handbook--THE YOUNG PI- 
ANIST--which combined to form this new approach to 
the fundamentals of piano playing. 


In most instances, when a new piano course is 
written, the manual or handbook is written afterward. 
In this instance, it is obvious that, if the two were not 
planned simultaneously, THE YOUNG PIANIST came 
first. For this reason, any teacher who wishes to de- 
rive the most from AT THE KEYBOARD should study 
THE YOUNG PIANIST and have the benefit of Miss 
Last's long experience and careful thought on the sub- 
ject. Let us take a closer look at this handbook. 


THE YOUNG PIANIST is primarily concerned with 
the first two or three years of piano playing. It con- 
tains no complicated or advanced theories and nothing 
that cannot easily be understood by all who read it. 
Fully aware of the teacher's responsibility to the be- 
ginner, Miss Last cautions each person who wishes to 
be successful to seek to understand the limitations of 
each pupil and to cultivate an untiring patience as well 
as a sense of humor. 


In the Introduction, the author pleads for genial 
cooperation at home. Before the student begins, she 
says, the parents should be made aware of the fact 
that miracles must not be expected after every lesson. 
Furthermore, the beginning student should not be re- 
quired to play for visitors, nor should he have to prac- 
tise on an out-of-tune piano, nor when the room is 
filled with family. Above all, cne should remember 
that all parents are anxious for the children to make 
progress and would not willingly put anything in the 
way of this progress; therefore, the teacher should 
make her wishes clear from the start. 

Believing that the very earliest stages shouldbe 
dealt with in minutest detail, because they are the 
foundations on which all that followswill be built, Miss 
Last devotes all of Part 1, of the three parts in THE 
YOUNG PIANIST to a description of a typical first les- 
son. Her outline for a first lesson, which should be 
adapted to suit varying ages and types of pupils, isas 
follows: 
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Talk and introducticn to the piano 


Sitting posture. position of hands. and introductory 


exercise 

Note finding on the keyboard 

Three little technical exercises 

Aural work (this includes listening to himself) 

Sightreading 

A piece 
The average eight-year-old should be able to compre- 
hend what is expected. but the teacher is urged towrite 
the details and any instructions that are necessary in 
a notebook so that the student may check the assign- 
ment. 

In Part II, note the excellent photographs that il- 
lustrate acorrect position of the fingers, wrists, arms 
and body. Explanations of fundamental principles of 
early technique precede a list of recommended books 
of technique and a list of first pieces. Many excellent 
suggestions for scale practice end by urging the tea- 
cher to see that the student recognizes the scales as 
they appear in his pieces, thus making him realize 
the necessity to learnscales if he is to become a pian- 
ist who is also a musician. In this section, one finds 
various car-training exercises and a careful explana- 
tion of time and rhythm, as well as many astute ob- 
servations on the value of a great deal of sight-reading. 
The fundamentals necessary to the understanding of 
fingering and pedalling precede a short discussion of 
practising in general. 

SEVEN COMMON FAULTS of young piano students 
are anticipated in Part III and exercises are presented 
that should help the teacher to deal with them adequately. 
Finally, we come to the question of interpretation. 
Realizing that a performance of any piece should con- 
tain something more than just correctness. Miss Last 
asks the question, "By what merits does an audience 
judge interpretation? Then answers bv discussing the 
following criteria: 

Choice of tempo 

A feeling for mood 

Quality, variety and control of tone 

Rhythmic impulse and phrasing 

Observing of details and marks of expression 

Pedalling 
The handbook ends with a few words of advice regard- 
ing concerts, festivals and other occasions whena 
pupil appears in public. The experienced teacher is 
certain to find many valuable hints in THE YOUNG 
PIANIST, while the younger teacher will find innumer- 
able suggestions that will be helpful. With this back- 
ground of Miss Last's philosophy, AT THE KEYBOARD 
should be a joy to present. 


"Something new every lesson" is the aim of the 
first book of AT THE KEYBOARD. Each lesson is di- 
vided between Technique, Reading, Pieces, and the 
Theory necessary for understanding the music pre- 
sented. Each item is sufficiently isolated to make it 
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Miss Last is Director of Music at the Warren School, 

Worthing, England, and has had considerable success 

in teaching and in composing numerous piano pieces 

for children 
seem important and the material is presented in such 
a way that the lesson assignment may be as long or as 
sho*t asis practical. KEYBOARD GAMES and SIGHT- 
READING should be introduced at the first or second 
lesson in order to give the young ypianist additional 
pieces on the same technical level. 


The games are to be taught by rote. The first five 
pages introduce the notes on the keyboard. The last 
five pages furnishgay little pieces which are designed 
to cover a wider range of the keyboard and to intro- 
duce staccato, legato, phrasing, thumbs under. a 
left-hand melody with accompaniment. etc. In other 
words. without cluttering the student with the problem 
of reading the notes. these pieces are certain to make 
him feel successful at the same time that he is learn- 
ing to use his arms, his wrists and his fingers and 
becoming familiar with his new friend: The keyboard. 

In Sightreading the progress is necessarily slow 
but. gradually. each note of the grand staff will have 
been drilled in a little tune that is so simple. so ap- 
pealing. that the student is likely to be unconscious of 
the fact that he is learning to read; he is much more 
likely to feel that he is making music. 


By the time the student has completed Book I and 
the two supplementary texts he should be thoroughly 
familiar with whole, half. quarter and eighth notes 
and rests. simple time signatures, various expression 
marks, and his visionshould have been extended enough 
to read phrase marks. the slurs. the staccato marks 


and a few expression marks when they appear. Like 


Books Three and Four, Book Two begins with a review 
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of the theory presented earlier. Then, for the most 
part through short, interesting little pieces that are 
easy enough to be played in a musically interesting 
way, the following are presented: the major scale pat- 
tern, intervals, accidentals, the key signatures of 
C, F and G, the tonic chord and its inversions, trans- 
position, the minor key with the relative major,leger 
lines, various touches and the anacrusis. 

Even in Book Three the pieces are short, never 
longer than 32 measures, and well within the student's 
graspfrom amusical standpoint. "Simple music played 
beautifully"' should be the standard expected of the 
young pianist if there is to be any hope for his future. 
Gradually, always presenting one new thing at a time, 
the student has experience in writing in the fingering, 
selecting a term to suggest a suitable speed or the 
expression, completing measures with a given time 
signature either in simple or compound time, writing 
the scales and the tonic chord in each new key as well 
as additional terms that are essential to his progress. 

BOOK FOUR begins with pieces that have varied 
time signatures (a complete table of time signatures 
and key signatures appears at the end of this Book). 
Exercises for the practice of arpeggios, double thirds, 
legato chord playing, the rest of the major and minor 
scales, modulation, syncopation and various orna- 
ments and an explanation of the double sharp, double 
flat, triplet and unusual fingerings or rhythms are 
balanced by pieces in the early dance forms anda min- 
iature Slow Movement of a sonata. 

Yes, it does seem as if the theory has been em- 
phasized. Miss Last must feel that the child will pro- 
gress faster if he understands what he is doing, and 
why he is doing it. Obviously, she wants to avoid hav- 
ing the student in the position of the man who had all 
his thoughts in Latin and Greck, but since he did not 
know any Latin or Greek, he never knew what hewas 
thinking! Also, she knows there are no easy ways and 
short cuts to real piano-playing and that it is better 
for the student to realize this at the start. 

This challenging statement of Misa Last, found 
in the foreword of THE YOUNG PIANIST should be 
enough to stimulate greater effort on the part ofall 
piano teachers: 'Fresh ideas and methods are pro- 
pounded almost daily, but one fact remains. It is, 
that musicis anart, and the pianoa means of express- 
ing that art. The pianist seeks to perfect his control 
of the instrument that he may use it as a medium af 
artistic expression, not as a mere exhibition of 'key- 
pushing’. To this end the teacher of the beginner lays 
the foundations for the pianist and musician of tomor- 
row." 

TO SUMMARIZE, it is safe to say that, once the 
material in AT THE KEYBOARD has been mastered, 
the student is ready for the simpler classics. If you 
are looking for a new course, suitable for a beginner 
of seven years or older, it would be very difficult to 
find a more straightforward, worthy presentation of 
the essentials for learning to play the piano. 
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MOZART 


ONATAS ann FANTASIES 
ror PIANO 


EpireD BY NATHAN BRODER 


This comprehensive edition is the result of five years’ research 
involving extensive correspondence and traveling in this country and abroad 


by Nathan Broder. one of the world’s most recognized authorities on Mozart. 


Working from earliest extant autographs and photostats of original manuscripts, 
Mr. Broder found proof of what he had long suspected: that existing 
editions contained errors in tempo indications. dynamics, phrasing— 

and even notes. He also found that some publications contained “sonatas” 
that were not sonatas. and omitted others that were. After a careful 
comparison between all existing editions of these works and original materials, 
he was finally able to complete an edition which he believes to be as 
near as possible to what Mozart actually wrote. A foreword, dealing with 
the problems of how Mozart's embellishments are to be interpreted, 
will do much to clarify this controversial matter. 


This new Presser issue by Nathan Broder is thus the most authoritative edition 
of Mozart's nineteen sonatas and four fantasies for piano now available. 


4. ° P ? On Ve 
AIL MUSIC SLOTES evelryu mere. 30.00 


THEODORE PRESSER COMPANY Bon Mawr. Pennsyivania 
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Only the Steinway sounds like a Steinway 


A hundred and five years of trial and test have 
given the Steinway its golden voice and tonal 
color over the whole keyboard range. Quality 
materials. careful design and fitting of parts 
with patient craftsmanship in hundreds of 
hidden places explain why only the Steinway 
sounds. and performs, like a Steinway. It 


brings happiness to the home and is an inspira- 
tion to children and adults alike. The Steinway 
is sturdy and ruggedly built to withstand de- 
preciation. It proves, over the years, the most 
economical of pianos. Write for free booklet, 
How to Choose Your Piano. Steinway & Sons, 
45-06 Ditmar. 3lvd.. Long Island City 5, N. Y. 


The Steinway Professional, designed 
with simple lines for home or studio 
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